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能という表現の運命
三島由紀夫の「葵上Jを解読する
THE DESTINY OF NO 
A Reading of Mishima Yukio’s“Lady Aoi” 
潟沼潤＊
In the postscript of Kindαi nagαkushu, Mishima Yukio explains 
that his adaptation of no is an attempt “to preserve in the modern 
drama flexible treatment of space and time in πo, as well as 
obvious metaphysical subjects in the original". His project appears 
to be successful at least in “Aoiηo Ue [Lady Aoi］”， if we see the 
play from the aspect of theatrical space. 
For instance, Mishima’s use of stage right and stage left 
deliberately imitates the wayηo utilizes its theatrical space. Also, 
the back part of the stage where Aoi is lying on a bed corresponds 
to the area called αtozαor yokoitαwhere hαyαshi-kαtαor musi-
cians are seated. Therefore, in Mishima’s“Lady Aoi”， the voice of 
Aoi crying for help plays an equivalent role of hαyαshi or the music 
in the original no. 
Thought Mishima’s project is seemingly successful at least in his 
“Lady Aoi”， whether we can conclude that it is also the case in 
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other plays in Kindαi nogαkushu needs further study. After al, 
Mishima himself confesses that his project “at this stage is far 



































If, following Beckett’s example, one can banish from a play various 
elements, such as movement, or even dialogue, the element that must 
remain constant and be retained in any text written for theatrical 













The didascalia scattered through many editions of Shakespeare, to 
take the most famous example, are in large part the invention of 
subsequent editors such as Rowe, Theobald, and Malone.⑤ 
と述べ、またパトリシア.A.サチイも次のように述べている。
In this brief examination of the functions of the stage direction, I 
will argue that the stage direction, although considered by most to be 
a natural utterance, existing apart from the text’s fictive dialogue, 
can be read more appropriately as part of a play’s fiction.⑦ 
能における注記が、例えば、野上豊一郎氏の『謡曲選集一読む能の本－J
（岩波文庫、 1935）や、 ドナルド・キーン氏のTwentyPlays of the N己
Theαtre (Columbia UP, 1970）、さらに遡って、アーサー・ウエリーのThe





































Now in a theater script, language takes two forms : auditory (the 
spoken text or discourse of the characters) and non-auditory (the 
stage directions or meta-discourse). Both modes of discourse cαn 
ref er to dramαtic spαce, but they differ in their respective functions. 
The function of meta-discourse is to refer exclusively to what is 
visible (i.e., what the producer has intended to make visible to the 
audience). The function of discourse, on the other hand, is to refer 
both to what is visible and to what is not, and thus, for example, to 























上手ドアがノックされる 0 (p.408) 
光、~然と黒い手袋をとりあげ、受話器をそのままにして、上手ドアの方へ



























































葵の聾 （かすかに遠く）助けて！ 助けて！ ⑬
読者は、この舞台を実際に見ることで、なおこの部分の音楽性に納得するにち
がいない。この撃は、すぐに次のように変化する。
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側 『三島由紀夫評論全集 3 J「卒塔婆小町貴書J（新潮社）、 p.741-742
ω 同書、「f班女』拝見」、 p.624
ω 同上、 p.625
討議要旨
加藤祐子氏が、舞台背景の指定に能の空間を裏切るところがあると思われる「卒塔婆
小町」について、発表者の意見を求められた。発表者は「卒塔婆小町」はたしかに崩し
ているところがある、三島の能翻案がすべて同じ方法をとるものではないと思う、たと
えば「綾の鼓」などには、能の役者と地謡の掛合の要素があるのではないか、などと答
えられた。他に小林和子氏、平岡敏夫氏から感想が述べられた。
